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Ce	 guide	 a	 été	 créé	 dans	 le	 but	 de	 mettre	 en	 évidence	 l’impact	 de	 la	 colonisation	 et	 de	










la	Women’s	 Art	 Association	 of	 Canada	 (WAAC)	:	 Alice	 Peck	 et	 Mary	 Philips.	 Leurs	 objectifs	
premiers	consistaient	à	aider	les	femmes	de	classes	ouvrières	à	trouver	une	source	de	revenus	
dans	 le	commerce	des	arts.	Peck	et	Philips	étaient	également	soucieuses	de	s’inscrire	dans	 la	
vague	 du	 mouvement	 artistique	 et	 artisanal	 qui	 se	 produisait	 en	 Europe	 de	 même	 qu’à	
préserver	 l’aspect	 «	traditionnel	»	 de	 l’artisanat	 rural	 canadien	 français,	 la	 broderie	 perlée	
autochtone,	les	décorations	à	poils	de	porc-épic,	le	tissage	ainsi	que	la	confection	de	dentelle	et	
la	production	de	 textile	des	nouveaux	arrivants.	En	quelque	sorte,	 le	dévouement	de	Peck	et	
Philips	 à	 préserver	 les	 formes	 traditionnelles	 d’artisanat	 contribua	 à	 créer	 l’image	 d’un	 art	
canadien	national	(McLeod	1999).	
	
Il	 existe	 au-delà	 de	 600	 nations	 autochtones	 dans	 ce	 qui	 constitue	 aujourd’hui	 le	 Canada.	
Chaque	nation	a	un	système	de	valeurs	distinctif,	une	spiritualité,	une	mythologie,	une	langue	
et	une	culture	 spécifiques.	De	même,	chaque	peuplade	a	 son	histoire	 respective	quant	à	 son	






Premières	 Nations	 et	 les	 colons.	 À	 mesure	 que	 progressait	 la	 participation	 des	 peuples	
autochtones	à	 l’économie	régionale	des	colons,	ces	derniers	s’approprièrent	 le	territoire	et	 la	
culture	 autochtone.	 Les	 nouveaux	 arrivants	 européens	 profitèrent	 des	 terres	 des	 Premières	
Nations,	de	leurs	ressources	et	de	leur	culture	sans	leur	attribuer	une	rémunération	adéquate	
(McLeod	1999).	La	fonction	de	l’art	en	tant	qu’objet	souvenir	devint	une	nouvelle	pratique	pour	
les	 peuples	 des	 Premières	Nations	 qui,	 en	 réponse	 à	 l’enthousiasme	des	 colons,	 créèrent	 de	
nouvelles	 formes	 d’art,	 telles	 que	 des	 étuis	 à	 cartes,	 des	 couvre-théières,	 et	 des	 boîtes	 en	
piquants	de	porc-épic	(Philips	1998).	Lorsque	les	artistes	des	Premières	Nations	vendirent	leurs	
marchandises	 dans	 des	 sites	 touristiques	 populaires	 comme	 Banff	 ou	 les	 chutes	 Niagara,	 ils	
étaient	 fort	 stratégiques	 dans	 leur	 façon	 d’élaborer	 des	 motifs	 et	 d’utiliser	 des	 matériaux	
susceptibles	 de	 capter	 l’intérêt	 des	 touristes	 à	 la	 recherche	 d’exotisme	 et	 d’authenticité.	
Cependant,	plusieurs	colons	refusèrent	de	reconnaître	cette	production	d’objets	souvenirs		des	
	 3	
Premières	 Nations	 en	 tant	 qu’art,	 considérant	 que	 l’art	 «	authentique	»	 devrait	 uniquement	





les	 pensionnats	 indiens	 étaient	 assujettis	 à	 un	 projet	 politique	 d’assimilation	 culturelle,	 les	
peuples	 autochtones	 trouvèrent	des	 voies	 alternatives	pour	exprimer	 leur	héritage	 culturel	 à	
travers	une	production	d’objets	d’art	utilitaire	(Farrell	Racette	2012).2	En	exposant	des	œuvres	
contemporaines	 des	 peuples	 des	 Premières	Nations	 parallèlement	 à	 des	œuvres	 des	métiers	
d’art	 de	 façon	 pancanadienne,	 la	 Guilde	 alloua	 aux	 femmes	 l’occasion	 de	 porter	 la	 culture	
visuelle	et	matérielle	autochtone	au	rang	d’arts	visuels	(McLeod	1999).	En	conférant	ainsi	à	l’art	
des	Premières	Nation	 l’autorité	des	«	Beaux	Arts	»,	 la	situation	créa	toutefois	un	système	 	de	
valeur	interne	basé	sur	un	processus	d’inclusion	et	d’exclusion.3	
	
La	 catégorie	 des	 «	Beaux	 Arts	»	 sou	 tend	 plusieurs	 problèmes	 quant	 à	 la	 narration	 d’une	
histoire	 de	 l’art	 autochtone.	 Les	 «	Beaux	 Arts	»	 ou	 «	l’Art	 pour	 l’Art	»	 constitue	 une	 notion	
moderniste	 qui	 distingue	 entre	 l’objet	 utilitaire	 quotidien	 et	 les	 œuvres	 d’art,	 un	 concept	
récemment	remis	en	question	par	l’inclusion	de	la	notion	de	«	culture	matérielle	»	en	histoire	
de	l’art	contemporain	(Philips	1998).	Les	artisans	autochtones	qui	développèrent	compétences	
et	 dextérité	 à	 confectionner	 des	 vêtements,	 des	 paniers,	 des	 pelotes	 à	 épingles	 ainsi	 que	
d’autres	 objets	 utilitaires	 furent	 généralement	 exclus	 des	 canons	 de	 l’art	 occidental.	 Ceci	









leurs	 territoires.	 Une	 diminution	 globale	 des	 prix	 des	 peaux	 et	 fourrures	 ayant	 perturbé	
l’économie	 de	 chasse	 des	 Inuits	 dans	 les	 années	 1940,	 la	 Guilde	 rechercha	 des	 moyens	
d’assister	 les	 Inuits	 en	 générant	 un	 marché	 de	 l’artisanat	 Inuit	 dans	 les	 régions	 au	 sud	 du	
Canada	(McLeod	1999).	L’industrie	Inuit	de	l’artisanat	et	de	la	sculpture	pris	de	l’essor	après	la	
deuxième	guerre	mondiale	suite	à	 la	première	exposition	tenue	par	 la	Guilde	en	1941	sous	 la	
supervision	 du	 conservateur	 James	 Houston,	 lequel	 fut	 subventionné	 par	 la	 Guilde	 en	
collaboration	avec	le	Gouvernement	fédéral	(McLeod	1999).	
	





bien	 que,	 la	 seule	 succursale	 encore	 fonctionnelle	 jusqu’à	 ce	 jour	 est	 la	 galerie	 fondée	 à	
Montréal	sur	la	rue	Sherbrooke	(McMaster	1989).	
	
1.	 La	 prohibition	 du	 potlatch	 (1921-1951)	 empêcha	 les	 peuples	 des	 Premières	 Nations	 d’exécuter	 les	 cérémonies	 du	
potlatch,	un	rituel	 important	d’échange	de	cadeaux	 	également	essentiel	au	 	maintien	d’une	économie	traditionnelle	au	sein	









et	 dégradées	 à	 travers	 une	 commercialisation	 de	 piètre	 qualité.	 ”	 Bien	 qu’initialement	 bien	 intentionnée,	 cette	 attitude	





Les	 peuples	Métis	 sont	 issus	 d’ancêtres	 des	 Premières	Nations	 et	 d’européens	 que	 l’on	peut	




un	 rôle	 important	 en	 soutenant	 la	 production	 de	 l’art	 et	 des	 techniques	 d’artisanat	 des	
communautés	 Métis.	 En	 1912,	 Amelia	 Maclean	 Paget,	 une	 membre	 Métis	 de	 la	 Guilde,	
collabora	 avec	 l’administration	 de	 l’École	 Industrielle	 Qu’Appelle	 au	 Saskatchewan	 afin	
d’instituer	un	programme	des	métiers	d’art	autochtone	(Indian	Handicraft	Program).	Paget	se	
porta	 garante	 de	 l’artiste	Métis	Mélanie	 Blondeau	 à	 titre	 de	 professeure	 du	 programme.	De	








fins	 commerciales	au	 cours	des	années	1960.	À	 cette	époque,	 les	modes	de	vie	 traditionnels	
furent	 altérés	 	 suite	 à	 la	 chute	 globale	 de	 l’économie	 de	 la	 chasse,	 de	 l’influence	 de	 la	
chrétienté	 et	 de	 la	 relocalisation	 imposée	 à	 plusieurs	 familles	 Inuits	 par	 le	 Gouvernement	
fédéral	 dans	 le	 haut	 Arctique	 (Igloliorte	 1994).	 Le	 Gouvernement	 fédéral	 subventionna	






pierre	 et	 leurs	 gravures	 qui	 sont	 de	 plus	 en	 plus	 populaires	 dans	 le	marché	 de	 l’art	 du	 Sud	
canadien.	La	sculpture	sur	pierre	et	la	gravure	furent	enseignés	aux	Inuits	par	James	Houston,	
un	 artiste	 canadien	 d’origine	 européenne	 qui	 en	 étudia	 les	 techniques	 au	 Japon.	 La	 Guilde	




l’art	 Inuit	 en	 tant	 qu’expression	 collective	 de	 leur	 culture	 traditionnelle	 obscurcit	 l’œuvre	




Bien	 que	 les	 premières	œuvres	 d’art	 moderne	 Inuits	 furent	 des	 sculptures	 sur	 pierre;	 il	 est	
important	de	rappeler	qu’initialement	les	Inuits	fabriquaient	des	paniers,	confectionnaient	des	
vêtements,	façonnaient	des	outils,	des	jouets,	des	amulettes	et	une	gamme	d’autres	objets	des	





De	 nombreuses	œuvres	 d’art	 Inuits	 dépeignent	 des	 enjeux	 sociaux,	 des	 scènes	 domestiques,	
symboliques	et	de	shamanisme.	Les	femmes	artistes	contemporaines	telles	Kudluajuk	Ashoona	






















éléments	évoquant	 le	catholicisme,	Awashish	se	 réapproprie	 les	symboles	qui	 furent	 imposés	
aux	Premières	Nations.	Elle	encourage	 les	 regardeurs	à	 réfléchir	quant	au	symbolisme	et	à	 la	
construction	de	l’image	des	peuples	des	Premières	Nations	par	notre	société.5	
	
L’œuvre	 de	 Ginette	 Kakakos	 Aubin	 (Maliseet/Wu-las’-tukw)	 fait	 état	 de	 la	 dimension	 sacrée	
inhérente	 au	 symbolisme	 si	 longtemps	 stéréotypé	 et	 même	 utilisé	 afin	 de	 discréditer	 les	
Premières	 Nations.	 Elle	 aspire	 à	 ce	 que	 son	 auditoire	 reconnaisse	 ces	 symboles	 selon	 	 un	
contexte	moderne	et	nous	remémore	leur	signification	au	sein	de	la	culture	Maliseet.	L’usage	
d’encres	 acryliques,	 de	 peinture	 et	 autres	 médiums	 contemporains	 pour	 dépeindre	 des	
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exchange	 between	 Indigenous	 peoples	 and	 settler	 populations	 in	 Canada.	 Indigenous	 artists	
have	 historically	 been	 excluded	 from	 telling	 their	 own	 stories.	 This	 is	why	 it	 is	 important	 to	





The	 Canadian	 Guild	 of	 Crafts	 was	 founded	 in	 1906	 by	 two	 English	 Montreal	 women	 of	 the	

















engaged	 in	 the	 appropriation	 of	 Indigenous	 land	 and	 culture.	 Newly	 settled	 Europeans	
profited	from	First	Nations	land,	resources,	and	culture	without	adequate	remuneration	for	
First	Nations	people	(McLeod	1999).	The	function	of	art	as	a	souvenir	was	a	new	practice	
for	 First	 Nations	 people	 who,	 in	 response	 to	 settler	 enthusiasm,	 created	 new	 art	 forms	
such	 as	 card	 cases,	 tea	 cozies,	 and	quill	 boxes	 (Phillips	 1998).	When	 First	Nations	 artists	
sold	 their	 wares	 at	 popular	 tourist	 sites	 such	 as	 Banff	 or	 Niagara	 Falls,	 they	 were	 very	
strategic	about	crafting	motifs	and	using	media	that	would	satisfy	settler	tourist	desires	for	
exotic	authenticity.	Yet,	many	settlers	refused	to	recognize	this	new	First	Nations’	souvenir	
production	 as	 art,	 insisting	 that	 “authentic”	 art	 would	 use	 only	 traditional	 motifs	 and	
techniques,	 an	 attitude	 that	 obscured	 the	 reality	 that	 First	 Nations	 traditional	 lifestyles	
were	changing.	
	
The	 appearance	 of	 First	 Nations’	 arts	 and	 crafts	 on	 the	 market	 was	 concurrent	 with	
legislation	that	prevented	the	creation	of	similar	objects	for	ceremonial	or	ritual	purpose.1	
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At	 a	 time	when	 residential	 schools	 were	 working	 towards	 a	 political	 project	 of	 cultural	
assimilation,	 Indigenous	 peoples	 found	 alternative	 pathways	 to	 express	 their	 cultural	
heritage	 through	 commodity	 art	 production	 (Farrell	 Racette	 2012).2	 By	 exhibiting	
contemporary	 First	Nations	work	 alongside	other	 fine	 craft	 from	across	 the	 country,	 the	
Guild	granted	women	the	opportunity	to	celebrate	Indigenous	visual	and	material	culture	
at	the	 level	of	 fine	art	 (McLeod	1999).	This	circumstance,	however,	 lent	authority	for	the	






in	 contemporary	 art	 histories	 (Phillips	 1998).	 Indigenous	 craft	 workers	 who	 developed	 their	
skills	 while	 creating	 clothing,	 baskets,	 pincushions	 and	 other	 objects	 of	 utility	 have	 typically	
been	 excluded	 from	 the	 Western	 canon	 of	 art	 history.	 This	 makes	 research	 on	 historical	
Indigenous	art	especially	challenging	in	certain	contexts.	For	example,	there	is	a	long	history	of	
stitching	 and	 beadwork	 in	 Métis	 communities	 in	 Saskatchewan,	 Alberta,	 Northern	 British	





half	 of	 the	 twentieth	 century,	 in	 hopes	 to	 stimulate	 the	 economy	 in	 those	 territories.	 A	
global	downturn	in	the	price	of	furs	and	hides	had	disrupted	the	Inuit	trapping	economy	in	
the	1940s,	and	 the	Guild	 sought	 to	assist	 the	 Inuit	by	generating	a	market	 for	 Inuit	 craft	
production	in	southern	Canada	(McLeod	1999).	The	Inuit	craft	and	carving	industry	took	off	
after	World	War	II	following	the	first	successful	exhibition	held	by	the	Guild	in	1941	under	





to	gallery	 shows,	museums	and	art	 societies.	 (Cross	2011;	Acland	1998).	 Throughout	 the	
century,	 Guild	 branches	 opened	 in	 provinces	 across	 Canada,	 however,	 the	 only	 one	 to	























17th	 century	 (Farrell	 Racette	 2009).	 Although	 the	 Guild	 currently	 features	 no	 work	 by	Métis	
artists,	the	organization	has	played	an	important	historical	role	in	encouraging	the	production	
of	arts	and	crafts	in	select	Métis	communities.	In	1912,	Amelia	Maclean	Paget,	a	Métis	member	
of	 the	 Guild,	 collaborated	 with	 the	 administration	 at	 the	 Qu’Appelle	 Industrial	 School	 in	






Inuit	 people	 are	 indigenous	 to	 the	 Arctic	 and	 Sub-Arctic	 regions	 of	 Canada,	 Greenland	 and	
Denmark.	Inuit	communities	in	Canada	began	to	produce	art	as	a	commodity	in	the	1960s.	At	
this	 time,	 traditional	 lifestyles	 were	 shifting	 following	 the	 downturn	 of	 the	 global	 trapping	
economy,	the	influence	of	Christianity	and	the	forced	relocation	of	several	Inuit	families	by	the	
federal	 government	 to	 the	High	Arctic	 (Igloliorte	1994).	The	 federal	 government	also	 funded	
arts	 and	 crafts	 programs	 throughout	 the	Arctic,	 such	 as	 a	weaving	 studio	 in	 Pangnirtung	 on	
Baffin	Island,	in	Nunavut,	whose	work	the	Guild	has	exhibited	since	1969.	This	initiative	began	





James	 Houston,	 a	 Canadian	 artist	 of	 European	 descent,	 who	 had	 studied	 the	 techniques	 in	
Japan.	The	Guild	sponsored	Houston	to	develop	programs	that	would	encourage	and	train	Inuit	
artists	 in	 the	 Japanese	 arts	 of	 printmaking	 and	 carving	 (Tiampo	 &	 Vorano	 2011).	 Houston	
helped	to	found	the	Cape	Dorset	and	Baffin	Island	Co-operative	in	1978.	Houston’s	deliberate	
promotion	 of	 Inuit	 art	 as	 a	 collective	 expression	 of	 traditional	 culture	 obscured	 the	 life	 and	




that	 Inuit	 were	making	 baskets,	 sewing	 clothing,	 and	 carving	 tools,	 toys,	 amulets	 and	 other	
objects	 for	 millennia	 before	 contact.	 Today,	 Inuit	 still	 make	 beautiful	 clothing	 and	 grass	
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basketry;	 there	 is	 also	 a	 thriving	printmaking	practice,	 and	many	other	 arts,	 such	 as	drawing	
and	photography,	are	produced	across	the	Canadian	Arctic.	
	
Many	 Inuit	 artworks	 depict	 social	 issues,	 domestic	 scenes,	 mythology	 and	 shamanism.	
Contemporary	women	artists,	such	as	Kudluajuk	Ashoona	and	Annie	Pootoogook,	often	show	





First	Nations	 is	 a	 general	 term	 that	encompasses	hundreds	of	 culturally	distinct	peoples	
indigenous	 to	 territories	 ranging	 from	the	Pacific	Northwest	 to	 the	Atlantic	Ocean,	 from	
the	 Sub-Arctic	 to	 the	 South.	 Much	 of	 First	 Nations’	 art	 reflects	 a	 sense	 of	 place	 and	
transformation	that	is	central	to	cultural	identity.	First	Nations’	art	today	serves	a	myriad	
of	 purposes	 in	 a	 vast	 array	 of	 media.	 Artists	 create	 work	 as	 a	 form	 of	 cultural	 and	











In	 her	 work,	 Ginette	 Kakakos	 Aubin	 (Maliseet/Wu-las'-tukw)	 shows	 the	 intrinsic	 sacredness	
behind	symbols	that	have	long	been	stereotyped	or	used	to	discredit	First	Nations.	She	wants	
her	 viewers	 to	 see	 these	 symbols	 in	 a	 modern	 context	 and	 remind	 us	 of	 their	 significance	
within	 the	Maliseet	 culture.	Her	use	of	 contemporary	media	 	(i.e.	acrylic	 	inks	 	and	 paints)	 to	





(Puskas	2014).	Assimilation	 is	 a	 coercive	process	by	which	members	 from	a	distinct	 cultural	 group	are	 forced	 to	adopt	 the	
language,	customs,	and	beliefs	of	the	dominant	culture.	
	
5.	Eruoma	Awashish,	interview	by	Gabrielle	Montpetit,	phone	interview,	September	29,	2015.	
	
6.	Ginette	Kakakos	Aubin,	interview	by	Gabrielle	Montpetit,	phone	interview,	August	3,	2015.	
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Best	Practices	and	Protocols	Written	by	First	Nations	and	Inuit	Assemblies:		
An	annotated	bibliography	 
 
Ethics	in	First	Nations	Research	(Assembly	of	First	Nations) 
http://www.afn.ca/uploads/files/rp-research_ethics_final.pdf 
 
It	is	essential	to	understand	the	flaws	of	research	practices	that	have	been	utilized	thus	far	with	First	
Nations	in	order	to	avoid	repeating	these	mistakes.	In	the	past,	First	Nations	have	often	been	used	as	
research	“subjects”.	Research	has	not	been	grounded	in	respectful	relationships	and	has	failed	to	
incorporate	culturally	appropriate	ethical	standards.	[...]	Research	questions	and	projects	have	often	
been	developed	and	implemented	by	outside	researchers	who	have	failed	to	account	for	community	
perspectives	and	needs	with	respect	to	what	needs	researching.	[p.5] 
 
Sharing	Power	[p.7-8] 
• For	all	research	projects,	whether	conducted	by	insiders	or	outsiders	to	the	community,	it	is	
essential	that	community	protocols	are	embraced	and	put	fully	into	practice.	
• In	order	for	research	to	be	most	effective,	it	is	also	important	for	potential	researchers	to	work	
with	the	community	to	consider	their	research	needs	[...]	
 
Informed	Consent	&	Voluntary	Participation	[p.9-10] 
• The	method	used	to	obtain	“consent”	in	central	to	the	legality	and	appropriateness	of	that	
consent.	
• Researchers	should	also	be	aware	of	local	protocols	and	customs	for	establishing	a	consensual	
research	process.	
 
Privacy	&	Confidentiality	[p.11-13] 
• [...]	protection	of	personal	and	community	privacy	is	grounded	in	a	fundamental	recognition	of	
and	respect	for	human	dignity.	
• Successful	response	to	First	Nations’	privacy	and	confidentiality	concerns	depends	upon	physical	
possession	of	data	and	information.	
 
Intellectual	Property	Rights	[p.14-18] 
• Protection	of	First	Nations	intellectual	property	is	central	to	establishing	ethical	research	
practices,	as	it	is	often	this	very	property	that	researchers	are	striving	to	obtain	through	the	
course	of	their	project.	
• It	is	important	for	outsider-researchers	to	recognize	the	potential	role	that	they	may	play	in	
‘piracy’	even	if	their	research	is	well-intentioned	and	knowledge	or	resources	are	not	
purposefully	appropriated.		
 
First	Nations	in	Quebec	and	Labrador’s	Research	Protocol	(Assembly	of	First	Nations	Quebec-
Labrador) 
https://www.cssspnql.com/docs/default-source/centre-de-
documentation/anglais_web.pdf?sfvrsn=2 
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The	protocol	highlights	three	fundamental	values	to	implement	a	collaborative	research	project	between	
a	First	Nations	community	and	researchers.	These	values	are:	Respect,	Equity	and	Reciprocity.	[p.iii]	
(consult	p.	5,	14-18) 
In	the	same	line,	the	action	principles	at	the	heart	of	the	protocol	are	the	First	Nations	principles	of	
Ownership,	Control,	Access	and	Possession	(OCAPTM).	[p.iii]	(consult	p.7-11) 
This	protocol	also	illustrates	how	to	include	communities	in	each	step	of	research,	before,	during	and	
after.	(consult	p.29-46) 
 
A	Few	Principles… 
• The	First	Nations	in	Quebec	and	Labrador	are	the	guardians,	interpreters	and	collective	owners	
of	their	cultures	and	past,	present	and	future	knowledge	systems.		
• The	First	Nations	in	Quebec	and	Labrador	have	the	right	and	obligation	to	exercise	control	over	
their	cultural	heritage	and	traditional	knowledge	in	order	to	protect	them.	(consult	p.	19,	20,	24-
26)	
• The	First	Nations	in	Quebec	and	Labrador	advocate	for	the	decolonization	of	research	and	they	
control	research	activities	that	affect	them.	(consult	p.27,	28)	
• All	research	must	respect	First	Nations	in	Quebec	and	Labrador’s	privacy,	dignity,	cultures,	
traditions	and	rights.	If,	in	the	course	of	a	research,	a	community	determines	that	the	research	is	
not	acceptable,	it	may	withdraw	from	the	project	as	it	should	be	indicated	in	the	research	
agreement.	
• At	the	community	and	regional	levels,	the	First	Nations	in	Quebec	and	Labrador	have	protocols	
that	must	be	respected.	Traditional	keepers	such	as	families	or	groups	of	individuals	have	their	
own	customs	regarding	the	transmission	of	knowledge	and	they	must	also	be	respected.		
• The	First	Nations	in	Quebec	and	Labrador	require	the	highest	standards	of	research	practices	to	
ensure	the	quality	and	integrity	of	data,	in	accordance	with	the	First	Nations	principles	of	OCAP™	
(Ownership,	Control,	Access	and	Possession).	(consult	p.7-10)	
• Research	projects	on	the	First	Nations	in	Quebec	and	Labrador	must	have	the	intention	to	meet	
First	Nations’	needs	and	priorities.	These	projects	must	benefit	the	First	Nations	in	terms	of	local	
capacity	building,	project	management	and	ethics	oversight.	(consult	p.21,	22)	
• All	results	of	research,	studies	or	surveys	about	the	First	Nations	in	Quebec	and	Labrador	must	be	
validated	and	returned	to	them.	The	co-author	rights	of	First	Nations	contributors	are	
recognized,	where	appropriate.	(consult	p.27-28)	
 
Guidelines	for	Research	with	Aboriginal	Women	(Quebec	Native	Women	Inc.) 
http://www.faq-qnw.org/sites/default/files/publications/Guidelines_for_Research.pdf 
 
The	guidelines	also	outline	an	approach	that	will	help	establish	a	transparent,	equal	and	mutually	
respectful	relationship	between	the	researchers	and	the	Aboriginal	women	concerned.	(p.3) 
It	is	also	important	to	be	aware	of	the	dangers	of	propagating	and	encouraging	colonial	thinking	through	
a	Western	written	tradition	. 
 
Aboriginal	women	are	the	keepers	of	specific	knowledge	(e.g.,	the	use	of	medicinal	plants,	properties	of	
berries,	water	management,	crafts,	etc.)	and	they	need	equal	representation	in	all	discussions	and	
decisions	that	deal	with	the	protection	of	that	knowledge.	(p.4) 
[It	is	necessary]	to	ensure	the	fair	contribution	of	Aboriginal	women	to	the	study	and	to	highlight	the	fact	
that	their	knowledge	is	essential	to	a	holistic	vision	of	the	world	and	of	research.	Taking	this	knowledge	
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into	account	will	contribute	to	the	reappropriation	of	knowledge	and	the	decolonization	of	research.	
(p.5) 
 
The	principles	of	research	to	follow	include	(but	are	not	limited	to): 
• If	the	women	so	request,	Aboriginal	languages	should	be	used	in	priority	to	designate	their	
communities,	territory,	cultural	concepts,	etc.	(p.8)	
• Consider	Aboriginal	knowledge	(e.g.,	traditional	ecological	knowledge)	on	the	same	footing	as	
Western	scientific	knowledge.	Aboriginal	knowledge	should	be	regarded	as	both	unique	and	
valid,	with	its	own	purposes	and	validation	processes.	(p.8-9)	
• Special	attention	should	be	paid	to	knowledge	that	is	specific	to	Aboriginal	women	(e.g.,	on	
health,	diet	and	social	structure),	which	was	long	considered	to	be	less	prestigious	than	and	
inferior	to	men’s	knowledge.	(p.9)	
• Restore	the	voice	of	Aboriginal	women,	to	bring	balance	back	to	the	discourse	of	society	in	
general	as	well	as	the	discourse	of	the	community,	in	order	to	update	the	principles	identified	
here.	(p.9)	
• Communicate	the	findings	to	the	women	concerned	and	the	benefits	for	the	Aboriginal	group	or	
community.	Prior	to	publication,	the	interpretation	of	the	findings	should	be	validated	with	the	
participants	and	the	organization	responsible	for	monitoring	the	research.	(p.9)	
• Adopt	an	inclusive	attitude	and	approach,	and	maintain	an	ongoing	dialogue	and	an	effective	
and	sincere	partnership	between	the	researchers	and	the	Aboriginal	women.	(p.9)	
• The	importance	of	the	“post-research”	period	must	not	be	forgotten,	as	the	connections	forged	
between	the	researcher	and	the	community	are	at	least	as	vital	as	the	research	itself.	(p.9)	
• Examine	materials	from	the	oral	tradition	of	the	Aboriginal	women	in	question	(authorized	
recordings	of	interviews,	videos	of	gatherings,	documentaries,	meeting	minutes,	etc.)	(p.11)	
 
 
First	Nations	Ethics	Guide	on	Research	and	Aboriginal	Traditional	Knowledge	(Assembly	of	
First	Nations) 
http://www.afn.ca/uploads/files/fn_ethics_guide_on_research_and_atk.pdf 
 
Aboriginal	Knowledge	is	culturally,	historically	and	community	defined;	it	is	location	specific	and	reflects	
the	particular	conditions	of	unique	cultures	and	peoples	in	specific	geographic	locations.	(p.3) 
Aboriginal	Knowledge	is	any	and	all	knowledge	that	is	Aboriginal	in	nature,	content,	origin,	or	character.	
The	term	Aboriginal	Knowledge	is	understood	to	describe	knowledge	informed	by	aboriginal	paradigms	
as	applied	to	skills,	understandings,	expertise,	facts,	familiarities,	beliefs,	revelations	and	observations.	
Furthermore,	AK	is	understood	to	include	the	customary	ways	in	which	aboriginal	peoples	have	done	or	
continue	to	do	certain	things,	as	well	as	the	new	ideas	or	ways	of	doing	things	that	have	been	developed	
by	Aboriginal	peoples	and	which	respect	their	traditions,	cultures	and	practices.	Many	of	these	
customary	ways	have	been	passed	on	from	generation	to	generation	and	must	be	considered	as	sacred.	
(p.4) 
Researchers	working	with	Aboriginal	Knowledge	have	the	following	obligations:	 
• Researchers	wishing	to	perform	research	involving	Aboriginal	Knowledge	must	involve	the	
community	that	owns	the	knowledge	throughout	the	project	as	an	equal	partner.		
• Researchers	conducting	studies	using	Aboriginal	Knowledge	must	receive	ethics	approval	from	
their	respective	institute	and	the	First	Nation	community	with	whom	they	will	work		
• Researchers	requesting	access	to	Aboriginal	Knowledge	must	be	fully	inform	the	community	
through	the	appropriate	mechanisms	how	their	knowledge	will	be	used,	interpreted,	
disseminated,	and/or	applied.		
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• Researchers	must	disclose	the	origin	of	all	Aboriginal	Knowledge	accessed	and	the	use	of	any	
Aboriginal	Knowledge	in	formulating	results,	findings,	or	inventions.		
• Research,	management	protocols,	and	other	documents	based	on,	using,	or	interpreting	
Aboriginal	Knowledge	must	refer	back	to	the	community	for	approval	of	the	applications	and	
interpretations	of	that	knowledge	within	the	document,	plan,	or	written	work	prior	to	
publication	or	dissemination.		
• Researchers	must	provide	a	First	Nation	community	that	has	granted	access	to	Aboriginal	
Knowledge	full	access	to	and	control	over	the	use	of	their	knowledge	in	published	works.		
• Researchers	must	respect	the	wishes	of	the	community	providing	Aboriginal	Knowledge.		
• Researchers	may	not	seek	to	qualify	or	validate	Aboriginal	Knowledge	is	ways	that	disrespect,	
devalue,	or	delegitimize	the	knowledge	a	First	Nation	community.		
• Researchers	must	equitably	share	any	benefits	derived	from	research	or	inventions	based	on	
Aboriginal	Knowledge.		
• Researchers	must	proceed	with	projects	involving	Aboriginal	Knowledge	under	the	terms	and	
conditions	set	by	the	knowledge	holders.		
• Researchers	must	end	research	that	uses	Aboriginal	Knowledge	and	release	a	First	Nation	from	
any	and	all	obligations	associated	with	a	research	project	if	the	knowledge	providing	community	
revokes	consent	to	access	or	use	the	community’s	unique	Aboriginal	Knowledge.		
 
Negotiating	Research	Relationships	With	Inuit	Communities:	A	Guide	for	Researchers	
(Nunavut	Research	Institute) 
http://www.nri.nu.ca/sites/default/files/public/files/06-068_itk_nrr_booklet.pdf 
 
To	address	the	above	concerns,	Inuit	communities	are	increasingly	requiring	that	researchers	(p.5):	 
• inform,	and	consult	directly	with	communities	regarding	proposed	research	projects,	well	in	
advance	of	proposed	start	dates		
• address	a	community	concern	or	problem	wherever	possible	
• provide	fair	and	adequate	compensation	for	those	providing	information	for	a	research	project,	
or	hired	to	help	with	the	research	process		
• provide	timely	reports	on	research	results		
• ensure	due	credit	to	the	expertise	published	from	research		
• assign	the	same	value,	credibility	and	respect	to	local	expertise	(from	recommended	elders,	or	
others)	as	that	assigned	to	peer-reviewed	scientific	findings	
 
Find	out	as	much	as	you	can	prior	to	meeting/visiting	so	that	you	can	better	ask,	and	answer,	questions	
(e.g.	what	previous	research	has	been	undertaken	and	what	are	the	community	demographics	and	
socioeconomic	characteristics,	etc.).	(p.7) 
 
If	your	study	involves	interviewing	people,	discuss	with	the	appropriate	local	authorities	(e.g.	Hamlet	
Council,	local	Hunters	and	Trappers	Organization	(HTO)	board)	the	requirements	for	informed	consent,	
informant	confidentiality,	as	well	as	adhering	to	protocols	established	by	a	university	or	research	
licensing	agency.	Clarity	of	format	and	wording	are	essential	on	written	consent	forms,	and	providing	the	
option	for	verbal	consent	may	be	appropriate.	Important	information	to	include	would	be	the	
researcher’s	contact	details,	a	project	description,	what	project	involvement	entails	for	the	participant,	
and	how	the	information	shared	will	be	treated	and	used.	Gain	broader	consent	from	umbrella	
organizations	or	community	representatives;	however,	this	does	not	replace	the	necessity	of	individual	
consent.	(p.8-9) 
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Give	credit	to	community	members	who	have	worked	on	the	project	and	whose	knowledge	or	
information	shared	may	form	the	basis	of	the	study.	This	includes	citations	or	potential	co-authorship,	in	
an	appropriate	format	for	academic	journals	or	other	publications.	(p.9) 
 
 
Research	Involving	the	First	Nations,	Inuit	and	Métis	Peoples	of	Canada	(Panel	on	Research	
Ethics	-	Government	of	Canada) 
http://www.pre.ethics.gc.ca/eng/policy-politique/initiatives/tcps2-eptc2/chapter9-chapitre9/ 
 
Preamble 
First	Nations,	Inuit	and	Métis	communities	have	unique	histories,	cultures	and	traditions.	They	also	share	
some	core	values	such	as	reciprocity	–	the	obligation	to	give	something	back	in	return	for	gifts	received	–	
which	they	advance	as	the	necessary	basis	for	relationships	that	can	benefit	both	Aboriginal	and	
research	communities. 
B.	Interpreting	the	Ethics	Framework	in	Aboriginal	Contexts 
• Respect	for	Persons	is	expressed	principally	through	the	securing	of	free,	informed	and	ongoing	
consent	of	participants.	
• Historically,	the	well-being	of	individual	participants	has	been	the	focus	of	research	ethics	
guidelines.	In	this	Policy,	the	principle	of	Concern	for	Welfare	is	broader,	requiring	consideration	
of	participants	and	prospective	participants	in	their	physical,	social,	economic	and	cultural	
environments,	where	applicable,	as	well	as	concern	for	the	community	to	which	participants	
belong.	
• Justice	may	be	compromised	when	a	serious	imbalance	of	power	prevails	between	the	
researcher	and	participants.	Resulting	harms	are	seldom	intentional,	but	nonetheless	real	for	the	
participants.	
C.	Applying	Provisions	of	This	Policy	in	Aboriginal	Contexts 
• Requirement	of	Community	Engagement	in	Aboriginal	Research	
o Article	9.1	Where	the	research	is	likely	to	affect	the	welfare	of	an	Aboriginal	community,	
or	communities,	to	which	prospective	participants	belong,	researchers	shall	seek	
engagement	with	the	relevant	community.	
• Nature	and	Extent	of	Community	Engagement	
o Article	9.2	The	nature	and	extent	of	community	engagement	in	a	project	shall	be	
determined	jointly	by	the	researcher	and	the	relevant	community,	and	shall	be	
appropriate	to	community	characteristics	and	the	nature	of	the	research.	
• Recognizing	Diverse	Interests	within	Communities	
o Article	9.6		In	engaging	territorial	or	organizational	communities,	researchers	should	
ensure,	to	the	extent	possible,	that	they	take	into	consideration	the	views	of	all	relevant	
sectors	–	including	individuals	and	subgroups	who	may	not	have	a	voice	in	the	formal	
leadership.	
• Respect	for	Community	Customs	and	Codes	of	Practice	
o Article	9.8		Researchers	have	an	obligation	to	become	informed	about,	and	to	respect,	
the	relevant	customs	and	codes	of	research	practice	that	apply	in	the	particular	
community	or	communities	affected	by	their	research.	
• Research	Agreements	
o Article	9.11	Where	a	community	has	formally	engaged	with	a	researcher	or	research	
team	through	a	designated	representative,	the	terms	and	undertakings	of	both	the	
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researcher	and	the	community	should	be	set	out	in	a	research	agreement	before	
participants	are	recruited.	
• Collaborative	Research	
o Article	9.12	As	part	of	the	community	engagement	process,	researchers	and	
communities	should	consider	applying	a	collaborative	and	participatory	approach	as	
appropriate	to	the	nature	of	the	research,	and	the	level	of	ongoing	engagement	desired	
by	the	community.	
• Mutual	Benefits	in	Research	
o Article	9.13	Where	the	form	of	community	engagement	and	the	nature	of	the	research	
make	it	possible,	research	should	be	relevant	to	community	needs	and	priorities.	The	
research	should	benefit	the	participating	community	(e.g.,	training,	local	hiring,	
recognition	of	contributors,	return	of	results),	as	well	as	extend	the	boundaries	of	
knowledge.	
• Privacy	and	Confidentiality	
o Article	9.16	Researchers	and	community	partners	shall	address	privacy	and	
confidentiality	for	communities	and	individuals	early	on	in	the	community	engagement	
process.	The	extent	to	which	limited	or	full	disclosure	of	personal	information	related	to	
the	research	is	to	be	disclosed	to	community	partners	shall	be	addressed	in	research	
agreements	where	these	exist.	
• Interpretation	and	Dissemination	of	Research	Results	
o Article	9.17	Researchers	should	afford	community	representatives	engaged	in	
collaborative	research	an	opportunity	to	participate	in	the	interpretation	of	the	data	and	
the	review	of	research	findings	before	the	completion	of	the	final	report,	and	before	
finalizing	all	relevant	publications	resulting	from	the	research.	
• Intellectual	Property	Related	to	Research	
o Article	9.18	In	collaborative	research,	intellectual	property	rights	should	be	discussed	by	
researchers,	communities	and	institutions.	The	assignment	of	rights,	or	the	grant	of	
licences	and	interests	in	material	that	may	flow	from	the	research,	should	be	specified	in	
a	research	agreement	(as	appropriate)	before	the	research	is	conducted.	
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Additional	Sources 
	
Aboriginal	Arts	Research	Initiative:	Report	on	Consultations	(Canada	Arts	Council,	2008) 
http://canadacouncil.ca/~/media/files/research%20-
%20en/aboriginal%20arts%20research%20initiative%20aari/aarifinalreport.pdf 
 
This	document	is	a	report	on	a	series	of	consultations	that	were	held	in	2007	with	Aboriginal	artists,	arts	
administrators,	elders,	youth	and	other	community	members.	It	is	part	of	the	Aboriginal	Arts	Research	
Initiative	(AARI)	which	has	been	established	in	order	to	plan	and	undertake	research	which	will	support	
and	inform	the	Canada	Council’s	Aboriginal	Arts	Action	Plan	(AAAP).		[p.3] 
 
Understanding	Aboriginal	Arts	in	Canada	Today	(Canada	Arts	Council,	2011) 
http://canadacouncil.ca/~/media/files/research%20-
%20en/understanding%20aboriginal%20arts%20in%20canada%20today%20a%20knowledge%20an
d%20literature%20review/understanding%20aboriginal%20arts%20in%20canada%20today.pdf 
 
This	review	investigates	an	essential,	but	not	a	simple,	question	-	how	does	one	understand	Aboriginal	
arts	which	are	created	in	the	territory	known	as	Canada?	Any	response	to	this	question	that	tries	to	
produce	a	sole	definition	of	Aboriginal	art	is	both	futile	and	counterproductive.	[p.13]	 
 
Exhibition	and	Research	Policies	(Canadian	Museum	of	Inuit	Art) 
http://miamuseum.ca/wp-content/uploads/2013/07/Exhibition-and-Research-Policies.pdf 
 
MIA	aims	to	provide	public	access	to	its	collections	for	the	purposes	of	study,	education	and	enjoyment.	
Exhibitions	should	be	engaging	and	reach	a	wide	variety	of	visitors.	All	exhibition	and	research	activities	
will	be	conducted	in	an	ethical	manner	and	comply	with	all	relevant	local,	provincial	and	federal	
legislation.	
 
 
Inuit	Art	Foundation.	Inuit	Art	Quarterly	Archive.	
http://iaq.inuitartfoundation.org/magazine/	-	archive	
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Cultural	Centres	
***	When	possible	contact	artists	or	communities	for	info	and	to	verify/validate	research	results	*** 
 
 
Kahnawake	Cultural	Centre 
Kanien’kehá:ka	Onkwawén:na	Raotitióhkwa 
Language	and	Cultural	Center 
PO	Box	969	Kahnawà:ke 
Mohawk	Nation	Territory 
J0L	1B0 
Contact	person:	Teiowí:sonte	Thomas	Deer,	Cultural	Liason 
Phone:	450.638.0880 
Fax:	450.638.0920 
Email:	teiowisonte.deer@korkahnawake.org 
General:	kor@korkahnawake.org 
http://www.korkahnawake.org/ 
	
James	Bay	Cree	Cultural	Education	Centre	
P.O.	Box	291	
Chisabi,	QC	
J0M	1E0	
Contact	person:	Janie	Pachano	
Phone:	819-855-3451	
Fax:	819-855-2264	
Email:	info@creeculture.ca	
www.creeculturalinstitute.ca 
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Kitigan	Zibi	Anishinabeg	Cultural	Centre	
41	KikinamageMikan	
Maniwaki,	QC	
J9E	3B1	
Contact	person:	Sylvia	Morin	
Phone:	819-441-1655	
Fax:	819-441-2665	
www.kzadmin.com/cultural 
	
Kanesatake	Cultural	Centre	
14A	So:se	Onahsakenrat	(Joseph	Swan)	
Kanesatake,	QC	
J0N	1E0	
Contact	person:	Hilda	Nicholas	
Phone:	450-479-1651	
Fax:	450-479-8587	
Email:	konokwe@inbox.com 
	
Algonquin	Anishinabeg	Nation	Tribal	Council	
81	Kichi	Mikan	
Maniwaki,	QC	
J9E	3C3	
Contact	person:	Norm	Odjick	
Phone:	819-449-1225	
Fax:	819-449-8064	
www.tshakapesh.ca 
 
Huron	Wendat	Museum 
10,	place	de	la	Rencontre 
Wendake	QC 
G0A	4V0 
Contact	person:	Linda	Sioui,	Agente	de	recherche 
Phone:	(418)	847-0624	poste	6002 
Email:	recherche@museehuronwendat.ca 
http://tourismewendake.ca/index.php?id=426 
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Template	for	Research	on	Indigenous	Canadian	Artists 
	
	
	
	
Canadian	Guild	of	Crafts 
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Heritage: 
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Medium/media: 
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Years	in	Canada: 
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